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- Includes NVR10 interfX real-time

standalone VST FX host

« inserts into NRV10 pre-EQ

» compressor and gate
on every channel

Finally some great reasons
to buy a FireWire mixer.

Next-generation Fire\Wire Analog Mixer

return 10 channels digitally from
computer to mixer

record any channel to DAW instantly

easily use pre-recorded harmonies
or music loops on stage

tweak DAW tracks live without
altering files

easily record different players
to separate tracks at gigs,
jams or sessions

use onboard digital FX with tracks
or live inputs

add compression to your
live mics

dial up your guitar tone using
VST plug-ins

integrate virtual instruments
and hardware synths live

host your favorite VST plug-ins live
without a DAW using NRV10 interFX

compatible with

PRO TOOL7S

set up cue mixes like a
drummer click track

audition music with
DJ-style cueing

send two aux buses to
external processors

work with most DAWSs including
Pro Tools M-Powered

use it as a standalone
analog mixer

The NRV10 is the only FireWire analog mixer that lets you record ten mixer inputs while listening to ten computer outputs. You also get
24-bit/96kHz and award-winning M-Audio Octane preamp technology for pristine sound quality. The included NRV10 interFX software
even lets you host your favorite VST effects live without a DAW. In short, the NRV10 is the only mixer designed to be the nerve center of
your software-based production and performance rigs—and seamlessly bridge the gap between the two.

www.m-audio.com
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Includes custom Akai Pro
version of BFD Lite software.

Introducing the feel of the industry-defining MPC
series reinvented in a USB/MIDI drum controller.
Connect to your Mac or PC directly via USB (no
drivers necessary) and unlock the potential of your
favorite audio software with the precision control of a
premium pad-based percussion controller.

I WWW AKAIPRO.COM

See your preset names and odll' it
screens in crystal-clear real words,

just an ordinary LED readout. Visud",. e

indicators provide constant feedback.

COMPLETE CONTROL

8 professional-grade 45mm faders and
8 360 degree pots assignable to any
controller in your DAW or software.

4 BANKS OF CLASSIC MPC PADS

Nothing else feels or responds like
them and you have 4 banks each giving
you up to 64 pads in a preset.

TRANSPORT CONTROL

Control your software without
touching your mouse to start and stop
sequences.

AKAI

professional
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tn this in-depth exclusjve, JEFF ANDERSON
meets up with StarCity Recording mastermind
and Grammy-nominated producer/engineer
JEFF GLIXMAN to discuss the ins and outs of
recording everyone from Bob Marley tg
Ludacris to Eric Clapten and more.

HOME STUDIO BOOTCAMP

MERRICK ANGLE assembles a study group of
learned acousticians to discuss cheap,-quick;
and effective.ways to shape up the sound of,
your project studio space.

WHY ACOUSTIC REFLECTIONS MATTER
ART NOXON guides you on @ journegy-to the
wotld of early room reflections; and sermo-
nizes on succeeding in the r?ﬂm of/sonic
superiority.

THE SMALL STUDIO WORKSHOP
World-renowned studio designer CARL TATZ
meets up with our own JEFF ANDERSON to
give a primer on proper small studio design
and construction in an EQ special feature.
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Working in a problematic roorm with no cash to
~ properly treat it? Have no fear, as CHRIS MARA
has a few choigce tips, tricks, and tactics for
beating a bad room &n a budget.

FIXING ROOM RESONANCES
AFTERTHE FACT :

Who says you can’t fix a funky soanding
room-in the mix? CRAIG ANDERTON

shows how some special software solutions
can tame unruby room resonances during

* mixdow. Really.
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STUDIO TRENCHES:
Mid-side recording
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But what about the tracking room?
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The big score — getting started
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Dynasty expanded

The Dynaudio Acoustics BM 5A set a new benchmark for what an active
nearfield studio monitor could be. The new BM 6A mk Il and BM 12A take
advantage of that same design philosophy while offering more power,
more headroom and wider frequency response.

As one of the few manufacturers that build our own drivers, we believe in
a no compromise approach to designing studio monitors, whatever the
application. The new BM 6A mk Il and BM 12A are no exception to that rule.

Dynaudio Acoustics - Superior tools for critical monitoring
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BM 5A BM 6A mkil BM 12A BM 9§ BM 14§

For details contact your dealer today or visit www.dynaudioacoustics.com
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SPEEDING UP EVOLUTION

| read every article that appears in £Q, but have yet to see the
following exchange in any interviews with big-name artists or
producers:

Question: “So, how did you get that particular sound?”

Answer: “I’'m not going to tell you, it’s a secret.”

In fact, the only time | see “secret” mentioned is when the
person being interviewed says “Well, the big secret to that particu-
lar sound is . . " and then proceeds to make sure that it's a secret
no longer — if indeed it ever was.

There are many reasons for sharing knowledge. One is
because, well, it really is better to give than to receive. But even if
you're the most selfish person in the world, sharing makes sense:
There's something about giving knowledge away that causes more
knowledge to come back to you. This seems to be an immutable
law of the universe, just like “it only rains if you don't bring an
umbrella”” Some people call it karma, some people say “you reap
what you sow.” while others simply have seen too many episodes
of My Name is Earl.

But there’s another slant on this. Many years ago, | was a staff
synthesist for a dance company called Group Motion Berlin. One of
their founders was into the concept of “speeding up evolution,”
and it's an idea that's always stuck with me. Basically, he felt that if
we learned something, it was our duty to pass it along so that peo-
ple wouldn't have to spend time learning the same lessons we did,
and could therefore learn new things that would get us all to the
“next level” more quickly.

Any success I've had in this life can invariably be traced back to
people who lived the concept of “speeding up evolution,” regard-
less of whether that's what they called it. And there are more such
people than the cynical might think, Take the article we ran in the
May issue, where a bunch of readers contributed their favorite mik-
ing tips. They were all willing to share what they knew for the ben-
efit of others (they certainly weren't doing it for the big bucks!),
and | learned a lot from it.

So keep an eye out for any options that present you with a
chance to “speed up evolution.” One good thing about improving
the world is that we get to live in the improved version.

JUNE 2007 www.egmag.com

Vol. 18 No. 6
June 2007

wvww.egmag.com

Executive Editor: Craig Anderton, canderton@musicplayer.com
Editor: Matt Hamper, mharper@musicplayer.com

Managing Editor: Debbie Greenberg, dgreenberg@musicplayer.com
Contributors: Jeff Anderson, Memick Angle, Moses Avalon, Dan
Daley, Lee Flier, Garrett Haines, John Krogh, Gus Lozada, Chns Mara,
Lily Moayen, Michael Molenda, Arthur Noxon, Phil O°Keefe, Richard
Thomas, Jeff Touzeau

Art Director: Doug Gordon, dgordon@musicplayer.com
Staff Photographers: Paul Haggard, phaggard@musicplayer.com,
Craig Anderton, canderton@musicplayer.com

Publisher: John Pledger

Senior Account Director/West Coast: Mar Deetz

Tel 8185672051, mdestz@musicplayer com

Account Director/East Coast, Midwest, & Europe: Jessica Sullivan
Tel 651-265-2719, jsullvan@mwsitplayer com

Director of Online Saies: .Joe McDonough

Tel 212-3780492, )mcdonough@musicplayer.com
Account Director/Record Labels: Sage Litsky

Tel: 212-378-0438, shitsky@musicplayer.com

Manager of Specialty Sales: Joanne McGowan

Tel: 650-238-0296, imcgowan@musicplayer.com
Product Spotlight & Classified Sales: Christine Vela
Tel 631-27-5606. cvela@musicplayer.com

Specialty Sales Assistant.: Darlene Labrecque

Tel: 650-238-0207, dlabrecque@musicplayer.com
Production Manger: Amy Santana

MUSIC PLAYER NETWORK

Vice President: John Pledger

Editorial Director: Michael Molenda

Financial Analyst: Bob Jenkins

Production Department Manager: Beatrce Kim
Group Project Manager: Lauren Gerber

Web Director: Max Sidman

Web Editor: Lania Cortez

Marketing Director: Christen McFarland

Motion Graphics Designer: Tim Tsuruda

Sales and Marketing Coordinator: Molly Corman
Marketing Designer: Joelle Katcher

Systems Engineer: John Meneses

Associate Circulation Director: Cheri McElroy
Circulation Promotions Manager: Craig Diamantine
Circulation Promotions Manager: Jimmy Kaltreider
Fulfillment Manager: Rosario Perez

NEWBAY MEDIA CORPORATE

President & CEO: Steve Palm NewBay
Chief Financial Officer: Paul Mastronard: Med

IT Director: Greg Topf

Circulation Director: Denise Robbins

NEWBAY MARKET GROUPS

VP, Group Publishing Director, Pro Audio & Systems Division:
Adam Goldstein

VP, Group Publishing Director, Music Player Network:

John Pledger

VP, Group Publishing Director, Video Division: Doug Krainman
Publisher, Technology & Leaming: Jo-Ann McDewvitt

Please direct all advertising and editorial inquiries to:
EQ, 1111 Bayhill Dr., Ste. 125, San Bruno, CA 94066
{650} 238-0300; Fax (650) 238-0262; eq@musicplayer.com

Please direct all subscription orders, inquiries, and address changes to:
886-266-5828, outside the U.S. 937-280-0011, eqmag®@sisdayton.com

Back Issues: Back Issues are available for $10 each by catling {800} 444-
4881; outside the U.S. call (785} 841-1631

EQ {ISSN 1050-7868} 18 published monthly by NEWBAY MEDIA EQ 1s a trademark of NEWBAY MEDIA
AII material published v EQ is copyrighted (©) 2007 by NEWBAY MEDIA. All rights reserved

of matenal ginEQisp without written permission POSTMASTER Send
address changes to EQ, P.0. Box 369 Vandalia OH 45377-0369. Publisher assumes no responsibility for
retrn of unsolicited manuscripts, photos, or artwark. All product information is subject to change, pub-
fisher assumes no responsibility for such changes. All isted model numbers and product names are

Periodicals postage paid at San Mateo, CA and at additional
mailing offices.

KEYBOARD
MMA | Rwen @BPA  yosound

survound




When you are ready to take
the next step, we’ll be there

Cakewalk is a company founded and run by musicians with the
mission to help you succeed.

We believe the best way to do that is to provide innovative, creative
tools that make a real diﬁerﬁb&our music production experience.
So when you’re ready to take the next step, you can focus on what
matters most, your music...and we’ll take care of the rest.

wWwWw, cakewalk comesta te learn everythlng you need to know about
music creation on this emerging operating system.
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TUNE IN, TURN ON, PUNCH OUT BY

MATT HARPER AND THE £Q STARFF

by Richard Thomas
Anyone who's relocated and reassembled their studio space knows
the fountain of creativity that flows from having new acoustics and
potentially a bigger, better means of tracking their music. For
Adam Pierce, the multi-instrumentalist and producer that is Mice
Parade, this change came about when he moved his modest bed-
room studio from the outskirts of the city to the lush forest of
Highland Mills, NY, for the recording of the brand new release Bem-
Vinda Vontade. The wooden floors and high ceilings were a welcome
change from the stifling, 5' 10" clearance of his previous space, but
the most exciting addition was a vintage, two-inch, Sony/MCI 24-
track tape machine.

"It was on loan from a local engineer friend of mine named Alan
Douches,” says Pierce. “What | didn't know when he gave it to me
was that it was very broken, and getting a broken dinosaur up to
speed isn't just a matter of one thing here or there.”

Unfortunately Pierce was unable to get the behemoth tape
machine repaired in time for the recording of this album, so he did
something he'd never done before: tracked into a computer.

To appreciate the gravity of this transition, you have to under-
stand Pierce's previous methodology. Mice Parade albums revolve
around a mix of exotic instrumentation, non-Western scales, and
odd time signatures. A drummer by trade and a former student of
ethnomusicology, Pierce injects a dynamic energy into his songs
that is both loose and calculated. To retain an organic feel, Pierce
would record most of his parts in one take. Songs were born
through a series of mixing board mutes and spontaneous effects.

“| had a half-inch, 16-track Fostex, but three of the tracks
were broken says Pierce of his previous machine. “| would fill up
nine or ten tracks, maybe bounce the drums down to two, and keep
bouncing down to stereo channels until | filled up the machine. If

felt | needed a few more channels, | would dump the 13 tracks
onto ADAT”

Furthermore, extreme pitch-shifting and melody layering — a
favorite tactic of Pierce’s — was next to impossible to do without
tape. On “Swing” and "“Circle None,” two tracks on the new record that
feature multiple guitars, everything had to be done live by hand.
“That's a clear example of a technology that the computer can't han-
dle in any way,” admits Pierce. "It was the worst part of recording this
album.”

To help with the record, he enlisted the help of Peter Katis (Interpol,
Spoon) on the mix, and Jeremy Backofen as engineer. Regardless of the
tracking inconvenience, hallmarks of the Mice Parade sound are still intact:
airy keyboard passages, furiously strummed guitars, and fuzzed out drums.
The relocation was particularly advantageous for the recording of the
latter. On “Tales Of Las Negras,” a swinging, Bonham-esque groove pro-
vides the backbone, kicking off the track with nothing more than a dis-
tant room mic before folding in the rest of the kit.

“1 used an Electro-Voice RE-20 for the kick drum and floor tom, a
Rede NT1-A for the snare, Shure SM57s for toms, Neumann KM 85s

EQ JUNE 2007
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for overheads, and Audio-Technica 4033s along with some old broken
toy mics for the room,” explains P erce. “| take the ‘toy’ mics and usu-
ally distort them, then add them in:o the mix.”

Pierce's guitar tone is achieved with :he help of two primary
weapons: a handmade Spanish guitar from Ruben Flores ard a classic
Fender Jaguar. Inspired by flamenco hythms, Pierce puts the nylon front
and center in the mix, using a Teletronix LA-2A to boost the sound with-
out making it too harsh. For Pierce, a litt'e bit of distortion goes a long
way. Tracks like “Sneaky Red” and “Snow" get their edge by running
through multiple channels of extreme compression and EQ; pedals and
effects processors need not apply. Along with a pair of A esis 3630 com-
pressors, Pierce uses the everpopular Urei 1176 tc add a oit of sparkle
and edge, as well as a pair of Avalon VT-7375Ps whnich, as Pieice tells,
are used for the mix EQ.

To cap off the signal path, everyth'ng passes into @ new Soundcraft
Ghost 24-channel board, while the monitoring is done though a com-
bination of old Tannoys and a pair of Yarmaha NS10s — a step up in terms



1is Ferré

New York-based deep house DJ/producer
Dennis Ferrer — the artist widely known for
the production prowess evident in his work on
Sandcastles and Underground Is My Home —
has delved further into his long-running dance
floor odyssey on the orand new album The
World As | See It. Intrigued by what we heard,
we decided to track down the man behind the
mix for a birief chat about building home stu-
dios, the pros and cans of going digital, and
how to keep ahead of the game when you've
already been on the cutting edge for the past
15 years.

by MRS

EQ: | hear you decided to go the home
studio route.

Dennis Ferrer: Commercial studio time is
really expensive [in NY], so you have to make
do with what you've got. We asked our land-
lord if we could sent the garage, and he said,
“Give me a $150 a month, and do whatever
you want.”

EQ: Uh-oh!

DF: Next thing you know there’s shipments of
panels, 2x4s, and woal fibre flying in. We did
the whole thing properly: Built a room within a
room, f.oated the floors, installed double

of sound quality anc clarity from Mice Parade'’s fifth album, Obrigado
Saudade, which was mixed on a Mackie 24-8 without the help of the
Avalon pres (or ary mix compression or EQ for that matter).

Once again Pierce steps into his role as the primary singer for
Mice Parade, but a duet with MUm vocalist Kristin Valtysdottir on
“Double Dolpnins On The Nickel” is a vocal highlight. Pierce says, laugh-
ingly: "She needs extreme and heavy corrgiession because she
makes no attempt to give you an even level or consistently face the
microphone.”

As with previous Valtysdottir collaborations, this session wasn't with-
out its idiosyncrasies. "It was nighttime in the fall,” -emembers Pierce,
“and the crickets were so loud outside that she decided to open up the
door, puil the mic as far as the cable would reach, and let ‘'em sing.”

It was hardly the optimal way to track in a vocal, but Pierce exem-
plifies anything but a traditional production style. Says Pierce of the
process “It's abeut not caring enough to redo things 20 times along
the way”

doors — all for a 500 sq ft. studio in a
garage. The next time the landlord came over
he nearly fell flat on his face!

EQ: With what kind of gear did you
outfit the studio?

DF: When | used to work at a music store, |
had a lot of gear — every keyboard you could
conceivably want. But this time, because of
the space, | went mostly digital — working
with software and plug-ins, but with really
good “front end” equipment.

EQ: Like what?

DF: For mics: a Soundelux E47, Neumann U67
and a Shure SM78B.1 love that mic [SM7B); it
sounds great on male vocals. | used it on
Underground Is My Home because Tyrone Ellis
has a real raspy voice. . . .

EQ: And it smoothed everything out?
In this genre, a big, warm vocal is key.
DF: Every time we put that mic up, it sounds
better than everything else. Anyhow, | went
completely digital using a [Apogee] Rosetta
800 at the front end teamed with a Big Ben.
Inside, | have every plug-in | could possibly
need. | mainly use the UAD-1 for my EQs. The
1176LN and the LA-2A emulations are amazing
as well. They are dead on. The only thing that |
want right now is something | know won't be
emulated, or at least emulated for some time:
the [Roland] Juno-106. So | kept that.

EQ: There were no problems going
“into the box” other than not having a
106 soft synth?

DF: Not for 3-4 years, when my CPU
becomes worthless [laughs]. What happens
when it doesn't all work with the 25th version
of Windows?

EQ: So you're writing primarily in that
studio then?

DF: Yeah, but when I'm on the road I'll take
the battery-powered [Akai] MPC 500.
Everybody laughed at that little thing and said
it wasn't for pros, but when I'm on the plane
all | need is six AA batteries, and I’'m banging
away on the next record.

EQ: Would you say your work as a DJ
directly influences how you operate in
the studio?

DF: If you had asked me that question five
years ago, | would have said “no." But they
really work together. When you go into a club
you watch people’s reaction to records, you
work out pretty quickly what's going to work,
and what isn’t. You develop that and then, in
the studio, it works like a sixth sense. | think
you have to DJ out in order to get a sense of
what's really going on. Otherwise you get too
caught up in yourself.

www.egmag.com JUNE 2007 EQ 7




Put Dan Keyes on a stage fronting his band Young Love, or solo
behind an acoustic guitar performing songs from their album,
Too Young To Fight it, and he's fine. Try talking to Keyes without
those defenses and you might get some airy responses unrelat
ed to the questions you're asking. Or you might get some jaw
cracking yawns. Or you might just get disconnected altogether.

But this is not at all due to flakiness: Working hard is not
something Keyes shies away from, especially in the studio. From
his Austin, TX, roots in the band Revolver onward, Keyes has
recorded numerous “types” of music before deciding to strip
everything down to its simplest elements, only to rebuild
singer/songwriter-crafted tunes into electronic-laden symphonies
of sound

Yes, on Too Young, Keyes decided to start unplugged and
track upwards — translating the purely acoustic into the ethereal

YOUNG

by Lily Moayeri

electronic. “I've been making guitar music since | was a kid,
says Keyes. "1 wanted to approach things differently. | got super
into Daft Punk, Air, M83, Phoenix, weird French music, bands
that use a lot of electronics.”

Transposing strums into synths (Keyes lists Korg’s MicroKorg
and Roland’s JV-1000 as his two go-to hardware synthesizers),
sequencing and sampling on the grid via Pro Tools by way of the
Digidesign Digi 001, and then further manipulating these sounds
with the ProSoniq Orange Vocoder and SampleTank 2 plug-ins,
Keyes and partner Rory Philips reinterpreted material tested live
with little more than guitar and voice through a technological
screen. “[Keyes] would bring in something on acoustic, but
already know the sound he wanted,” says Phillips on the subject
of translating while tracking Keyes' songs on the pre-Too Young
demos. “Usually the attack or mood of the parts reflected that
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\ sound in some way so it was easy to
translate. It wasn't a matter of him bring
ing in a folk song and me turning it into a
dance jam. He was writing dance hits on
acoustic. It was his writing apparatus. |
was translating them into what he was
already hearing in his head.”

“Almost any traditional instrument
would go through some processing,” says
Phillips, making mention of the infectious
guitar solo on the high energy hit
“Discotech” — a signal manipulated by
sending an acoustic guitar through a Moog
modular. “We both come from rock back-
grounds. Doing more straightforward
guitar recording wasn't in either of our
interests. Lots of tiltering, effects, editing
helped to keep us from feeling bored and
in that rut again

But after painstakingly electrifying
every song, once it came time to record
the proper version of Too Young, Keyes
decided to shift back. “Live, | didn't want it
to be standing there singing to a pre-
recorded track,” Keyes says. “The demos
were so electronic it would have been
really difficult to reproduce without work
ing with a computer on stage. | didn't
want to go that route. Live | wanted it to
be more like a rock band, so | had to learn
to track this like a rock band

Calling upon Young Love's Robert
Mann, Keyes did some quick scratch tracks
all on “traditional instruments” — tossing
the drum machine aside and recording all
the bass parts dry, and putting the
Moogerfoogers in the closet before head



Visit www.eqmag.com for exclusive online-only content. This
month: Mouse on Mars, Studio Design Tips and Tricks, Guerrilla
Acoustics, Shawn Clement, discussion forums, and much more!

ing off to Moles Studio in Bath, UK, to work with producers/engi-
neers Steve Osborne and Damian Taylor.

A duo matched for Keyes” multiple musical personality dis-
order, Taylor matched the old-school training Osborne under-
went while recording some of the earliest rave and dance
music known to man with his new approaches as a cutting-
edge programmer. Says Taylor: “Most often we'd work against
[Keyes’] vocals and any strong character parts from the original
recordings, like a melody line or a riff. The songs were in pretty
good shape as demos. [Osborne] would react to what he
heard, follow his gut, and start trying stuff. He'd often do a lot
of heavy treatment through the SSL 4056 E, severely EQing
and compressing some channels while gating others and then
running them back out through synths like his [EMS) VCS3 or
my Korg MS-20."

Sounds a bit reckless? Over every song Keyes' vocals go
through various echoes, distortions, and what sounds like harmo-
nizing with himself along with tracks taken from the original
demos with Phillips, which were cut with a Sony C37P into an
API 512 Discrete Mic/Line Pre (with limiting courtesy of
Digidesign's Bomb Factory Fairchild 660 plug-in before the mix)

Enhancing the live demo tracks soon became the name of
the game, regardless of whether they were effected or not, with
Osborne and Taylor bringing out a Minimoog ("for the bottom
end”), a Roland Jupiter-8 (“chords, pads, arpeggios”), a Doepfer
Modular, and Taylor’s prized MS-20 — whose external trigger
saw a good share of the action in firing rhythms.

This is most noticeable on “Discotech” where the washy
pads in the chorus were taken by Osborne, played through the
Roland Jupiter-8 and Doepfer Modular, then added together with
the Orange Vocoder strings on top before being bused together
and compressed through a sidechain input. According to Phillips,
“By sending a click on the downbeat to the sidechain it created
an upbeat swell effect that really helped tighten things up but
still had the synth-y wash we wanted.”

For “Tell Me,” which started as an R&B tune centered
around a piano, beat, and vocal, things progressed a bit differ
ently. "We tried recording some drums and an electric guitar
playing the chords but it was pretty difficuit to find the extra
direction for the track,” says Taylor. "I grabbed a few of the gui-
tar and drums parts [Osborne] had liked, gave them a little
tweak on timing and placement, then pulled the original ele
ments of the recording into Ableton Live. | started by replacing
the bass end of the piano with some synths and a couple of
samples so that | could turn off the piano and open up the pos-
sibilities for the track, while still keeping its harmonic structure
intact. Then | pretty much threw the kitchen sink at that track,
taking the approach that I'd give [Osborne] a huge library of
sounds to work with

“When we all got back together everything moved incredibly
fast. [Osborne] did a bit of a rebalance of the live drums and the
guitars, then dived into everything that | had lined up for him. He
very quickly programmed up the analog drum machine type part
you hear on the verses, then he just instinctively auditioned and
chose the different parts | had given him. It was one of those
classic cases of finding the right backspin for a track, giving it
that little twist to set it apart. [Osborne] was able to really
enhance the mood of the track, give it the right dynamics

through his selection of all the elements everyone had con-
tributed, from [Keyes'] vocal and the original chords he did with
[Phillips], to [Mann’s] guitars and drums, my weird bits, and his
extra beats”

Keyes credits the duo with really helping him flesh out the
album creatively. As he reflects: “The demos sounded like cheap
Daft Punk with vocals, but with not as much money behind
them. You need people to help fill in all the stuff that | would not
know how to do personally. One day maybe I'll know how to pro-
gram and engineer and work with all those crazy boxes. Right
now, {I’'m] trying to focus on the vision”

MOSES EXPOSES:

How the Ashanti royalty dis-
pute may Impact every pro-
ducer/artist relationship

by Moses Availon

it started out like any other spec deal in 1997 Genard Parker, an
emerging producer, completed demos for an unknown 16-year-old
artist, Ashanti Douglas, through his small Atlanta-based production
company. He paid for them as a favor to her mother, Tina, whom he
was dating. Men may do all kinds of things to impress women, but
they also know that business is business. He had Ashanti sign a
contract with Mom as guardian. Ten years later, Parker was suing
the multi-platinum “hip-hop princess” for $2.6 million. | was his key
expert witness.

While most of us are not working with stars of this level every
day, this situation created case law that will impact producers anc
artists at all levels in odd, annoying ways. This is especially true
when one considers that sloppily drafted spec deals get signed
everyday of the week.

A few months after Parker completed his demos, a Sony label,
Noontime, wanted to sign Ashanti. Tina asked Parker to release her
daughter from their deal so she could trade up to Noontime, which
had name-brand producers and a hit-making track record. She
offered Parker a “go-away” package that included royalties on
Ashanti’s future “Noontime recordings.” Parker agreed and Ashanti
took a six-figure advance from Noontime. But shortly thereafter, she
bailed on them too. This time her trade-up would make history.

Irv Gotti of Murder inc. {who was not yet the star producer he
was to become) got her a deal on Universal Music where she went
on to sell six-plus million units and win a Grammy. She was all of
19. Yet, despite the millions paid to her, Parker never got a dime.

He eventually filed a lawsuit claiming $600,000 in back royalties.
To pay his lawyers’ retainer, Parker sold his Ashanti demos to a for-
eign label for a few grand; the ones featuring her performance with-
out the benefit of, well . . . more experience in the studio, we'll say.
Ashanti filed a countersuit for releasing the old demos. It was war.

Now, it's probable that Ashanti and Tina believed that they
didn’t owe Parker. After all, how many times have rising artists le‘t
former producers in the dust? Plenty of times. Plus, in this case, the

continued on next page . . .
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by Jeff Anderson

Debate:-To Rent

orTo Own

A former employer once asked me, “Why on earth would you want
your own toys when you can play with someone else’s for free?”
Before following up with the sternest warning {"ve ever encoun-
tered: "Make sure you don't get G.A.S”

No, he wasn't talking about collecting G.I. Joes or eating
Mexican food; he was referring to owning a studio instead of rent-
ing one for your clients and commenting on the dangers of catch-
ing G.A.S. (Gear Acquisition Syndrome} if you decide to go with
the former plan of action. And even though my goal at that point
in time was to build the hugest studio possible for myself — and
his claim seemed like little more than seasoned-pro complaining
— | look back now, as an engineer with a huge overhead, and
realize that he just may have been speaking words of wisdom all
along. | mean, it’s not as if owning a studio is necessary to work
in the world of recording, and these days it can be quite a danger-
ous investment.

That said, there are some pretty obvious advantages to studio
ownership. First, your potential profit is hypothetically greater;
you're not just charging for your services, but for the space utilized.
Second, your potential workload is certainly higher, as you don't
have to bum around other people’s facilities day in and out as a
freelancer. Third, having your own studio available at your every
whim is just about the coolest thing in the world, and worth paying
for out of the pocket.

But on that note, it's a lot less rock and roll running a business
than it is just showing up for sessions and hanging with artists —
bookkeeping, financial planning, and marketing (should) have little
to do with recording music. Plus, the sad fact of the matter is that
recording studios are far from the first choice of investment for any
entrepreneur with a half a brain (hint: That should be, could be,
you). Owning a studio under the pretense of turning even a moder-
ate profit is getting harder by the day, and your passion can soon
turn into a pain when you're forced to allow the local Dave
Matthews cover band to book your spot for $50 an hour (including
engineer) just to make ends meet.

I've seen the scenario play out plenty of times in the past: A
talented engineer establishes a business around his/her reputa-
tion — opening a studio and hiring on employees simply to keep
up with the demand. Unfortunately for this guy/gal, the more suc-
cessful they become the less likely it is that they are actually going
to be spending their time doing what they love: recording! Before
long, they are overseeing studio maintenance, session schedules,
and accepting or denying payroll advance requests. Trust me, it's
depressing.

This is where “playing with other peoples toys” starts to
sound real good. | mean, as long as you don’t break anything you
are largely without liabifities, and you're free to focus solely on
recordings without “business pressures.” Furthermore, working in
various studios is a great way to be a life-learner, and thus a versa-
tile engineer. If you get hired by an already established studio, that's
all the better as well: You won't be out trudging the streets for work.
And if you‘re good enough, you won't even need your own place —
your clients will follow you . . . and doors will open for you every-
where, with hungry studio owners salivating for your business.
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MOSES EXPOSES:

contract specified renumeration only from “Noontime recordings.”
None were released. This seemed like a non-starter. No matter,
Parker’s lawyers had a brilliant, and never-before tried legal theory:
If Noontime dropped Ashanti — so be it. No money for Parker. But,
if she “quit” before they had a chance to make her a star, then quit-
ting should not mitigate her obligations to Parker. Otherwise, every
artist could weasel out of paying their original producer — who
contributes the most risk capital — simply by quitting their next
deal.

Many artists leapfrog producers as they climb the ladder, often
leaving a wake of fledglings with little more than “I knew her
when” bragging rights. Did Ashanti owe Parker even though his
recordings were only demos that never saw the inside of a record
store and were never heard by the executives who signed her?

To everyone's surprise, the jury said “yes,” and based on
Ashanti’s royalty statements awarded Parker $630,000. Champagne
time, right? No. Parker would end up seeing only a fraction of the
award because another sloppy but common practice in the music
business reared its ugly head.

The judge reduced the award to $50,000 — Parker’s out of pock-
et expenses. He said Parker failed to show that the theoretical
Noontime/Sony album would have achieved the same results as
the albums actually released through Murder Inc./Universal. To get
the other $600,000, Parker would have to prove that had Ashanti
stayed with Noontime/Sony she would have sold at least the same
number of albums.

Here’s where | came in. | looked at sales reports from several
of the top female R&B singers on both Sony and Universal. What |
discovered surprised everyone. Artists of like type on Sony sold
an astounding 270% more albums during those years. Parker
therefore could be entitled to over $1.7 million in damages by this
logic. That would be my testimony. Sadly, the jury would never
learn any of this.

Minutes before | was to take the stand, Ashanti’s lawyers
dropped a bombshell: It turned out Parker, like many other small to
mid-sized producers, had never properly incorporated. Parker’s
entire award could be tossed on this technicality.

For many home-grown production “companies,” the expenses
are so steep that most don'’t file for a business license but rather
opt for just a DBA for about $100, which provides no real layer of
corporate protection. Aside from not getting the $600,000, without
the proper license Parker would be personally liable if he lost
Ashanti’s countersuit. In light of this, Parker settled for a number
far south of what a verdict could have brought him.

Seriously, as producers and artists, can’t we all just get a song?

But being a producer/gypsy can get hard on the soul, especially
when you need "just one more hour” and you're being denied.
When you're working for someone else’s business or renting a
space, you are at the mercy of the studio’s management, and
there's nothing quite like autonomy on a hot summer day. | can’t
even count how many times, before | owned a studio, where | just
needed a bit more time to finish my mix and was forced to tear
everything down — only to spend four hours restoring it — due to
the next booking beating on the doors.

But not all of us are in this to be businessmen; some of us just
want to have a place to play, and we've worked hard to allow our-
selves that luxury. So why shouldn't we indulge, even if it may cost
us? And who is to say that you can't open a studio tomorrow and
live off owning it these days? | see it all the time. As with all things,
it depends not so much of what you do, but how you do it.

Nonetheless, it sure would be nice to go work a session at the
Hit Factory right now. . . .
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“EREEDOM”

“1’'m always searcting for
Jnique sounds, so | need
ots of options. Liquid Mix
allows me to try things

I simply couldn’t da before,
like creating hybrid EQs
from four or more-units,
or...| just lovz the freedom
it gives me."

Cenzo Townshena
Engincer / Mixer
Credits include: Kaienr Chiets,

Tive Zutond, Snow Patrol
Editors & Blow Parfy

“GREATNESS”

I'm using it everyday.
Thisis it - FINALLY a
plug-in environment
that not only achieves
sonic greatness and
versatility, but doesn’t
bog my system DSP down

whatsoever. This 1s what
the future 1s all about.”

Thom Russo
Engineer/Mixer

Credits include: Aud aslave,

Juwye k., Pooce. Systern of & Bown,
Macwy Gring, Johany Cish &
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“VINTAGE”

“This is so hip! | have
racks of outboard gear,
but the Liquid Mix brings
all of the vintage sounds |
need right to my fingertips
in Pro Toots - right when
| need them. And, the
sounds are right on.”

Bryan Caristrom
Engineer / Mixer

Credits inciude: At in Ch

The Ottspring, Sucksl Distorion,

Anéneps B Rat Zornien

“MY EQ”

“| love being able to pick
and choose from all the
classic EQs | used to turn
to in the past, and then
build my own sesen-band
super EQ. It's because of
this that Liguid Mix is now
my first choice EQ for
every project. its my EQ

| buitt it..welt, k nd of.”

Dave Bascombe
Mixer

Credits inctude: Placebs,
Funeral Far A Fresd, A-ta
Goldiraps. Soubman. Kum,
Noslginr Foby agha
Sharyt Crowy, Owourztve Modie
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“ALL | NEED”

“I have people in half
milfion dollar studios
ask ng me to do their
thing with my laptop and
Liquid Mix! It's all | ever
need to perfectly mix
almost anythir g anyone
can tarow at me.”

Mardhall Jefferson
God Father of House
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VARIETY”
“With Liquid Mix, I've oot
the variety | need without
compromising audio
quality. From sumptuous
vintage crushers to the
more clinical modern
classics, they're alt inside
the computer, ready
and waiting.”

Andy Bradfield
Producer/Mixer

Credits include: Josh Grokan,

Rutun Wanwoght, Dirad Cray, -]
Marc Almand, Luike Tome, I
Everything But The Girl, :5'
The Antwmt, Mow.ty Rossge, g
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LIQUID MIX VERSION 2 NOW AVAILABLE

Download ‘or FREE - www.focusrite.com/liquidmix
e muse LIQUID
- VR

Visit your nearest pro audio dealer and hear what Liquid Mix can do for you.
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Making old sounds new and new sounds old

by Dan Daley

Motown met Midtown on the silver screen late last year
when Dreamgirls, the hit stage musical, migrated to the
movies — where it replicated its Broadway success.
While the domains of pop music and film have increas-
ingly cross-pollinated over the years, the creation of their
sound tends to reside in very different camps. But
Dreamgirls was meant to have a pop soundtrack that
could stand on its own, and director Bill Condon called
on the Underdogs (Harvey Mason, Jr., and Damon
Thomas) — who have crafted hit records for artists
including Mariah Carey, Britney Spears, Whitney Houston,
Brandy, Jennifer Lopez, and Justin Timberlake — to give
that record an edge.

The Underdogs took the project on as a challenge as
much as a gig: Create 61 individual pieces of music, of
which 44 would be full-length songs, giving each some
element of the period it needed to represent {the show

Aaron Renner running the SSL C200 at UnderLabs during the Dreamgirls sessions

follows the career of a girl vocal group from the 1960s to
the 1980s) yet still keeping fresh enough for drive time
on Hot 102.5 tomorrow.

The project would eventually stretch out over 15
months, and the sessions were commensurately huge.
One song in particular, “Stepping to the Bad Side,” ate
up over 20GB and 128 tracks. However, the first order of
business was not terribly technical at all, but very soul-
ful. “We picked the right musicians,” says Mason, includ-
ing his father, one of jazz's most famous drummers,
Harvey Mason, Sr., as well as players like Ed Campbell
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and Ricky Lawson. “Every musician has his own sound,
something you’re not going to get out of a box. We pur-
posely didn't use drum machines on this project except
as part of the demo process. Instead we picked and
chose the players to create bands that reflected the peri-
ods of the music.”

LABWORK

Working at UnderLabs, their eight-room factory in Los
Angeles, and in the main room with its 96kHz SSL C200
console and a Pro Tools HD system, Mason and Thomas
would use their bare-bones demos, recorded in Logic, as
the map for the finished song. “We had timecode run-
ning on both systems [synced using a Lynx], but one of
the nice things about using live musicians is that the
time and feel will move a little here and there, which
really breathes life into the track,” says Mason.

Mason and Thomas immersed them-
selves in hits of the periods the film cov-
ers, a form of research they say was criti-
cal to getting it right on the soundtrack. A
key result of this is identifying and incor-
porating an instrument or technique that
encapsulates the era, which gives the lis-
tener a subliminal audio cue as to what
period in time the action on the screen is
taking place. For example, to evoke the
1980s, they used a set of SynDrums; they
listened to Donna Summer records to find
the essence of late '70s disco era, which
could be suggested by something as sim-
ple as adding a cowbell to the track, or
asking the singer to deliver the lines with
more of a breathy sound.

On the engineering level, UnderLabs
staff engineer Aaron Renner recalls some
of the other tricks. “The technigue we
used for miking the grand piano was not
too out-of-the-box but had great results:
We set up AKG 460Bs approximately 9* to
15" in from the sides, 7° above and 3* to
4" behind the hammers. We also placed a
Sony C800G at the bell of the piano, at
about the same height, around 8" to 9" in from the edge
depending on phase considerations, positioned between
the 460s and angled depending on whether a more ambi-
ent or direct signal was preferred. | use either Avalon
M5s on the pair of 460s and a Neve 1073 on the Sony, or
a combination of 1073s and Neve 108s on all three
microphones.”

IT IS THE WAY IT WAS
Getting the vintage “live band feel!” called for classic
gear and classic cats. “Harvey Mason, Sr., got a few



guys together for a jazz instrumental called ‘Big’ and they
«illed it," Renner recalls. “Contrary to the way we
approached the other sessions, we tracked piano, upright
bass, drums, and sax live with no overdubs. Piano, bass,
and drums were set up in the main live room, and the
sax was isolated in the sound lock. All the instruments
except the sax were baffled in but we retained eye con-
tact among the musicians. We used a Neumann U87 and
a DI on the bass. On the drums | used the beyerdynamic
M88 on the kick placed nearly outside the drum, with no
secondary mic. On the snare | used a Shure 57 top and
bottom, as well as an AKG 451 on the snare top, to cap-
ture a brighter, more present top end when the drummer
was using brushes.

“| used almost exclusively Neve 1073, 1072, 1081,
and 31102 preamps, except for the sax; for that | used an
sE Z5600 microphone and an Avalon M5 preamp to an
Avalon 2044 compressor with the lowest possible ratio
setting and a maximum threshold setting. This allowed
for additional output gain with a low input gain setting on
the M5, to prevent clipping on input — which is not pretty
on an M5! This Avalon chain is very clear and transpar-
ent, good for brass. While we normally take the time to
clean up our drum tracks, we left this session very much
as the players performed it, and | really tried to keep true
to the performance during the mix, with virtually no
dynamic processing, and very little as far as automation.”

The fact that the Underdogs tried to adhere to non-
synthesized instruments meant that their engineers had
to deal with some acoustic instruments not found on
most sessions these days. "On [Beyoncé’s] ‘Listen’ and
‘And I'm Telling You' [sung by Jennifer Hudson] we record-
ed a harp,” he recalls. “The approach was to treat it like a
piano standing on its bell, as a harp is basically like the
frame of a piano. We used a pair of 460s or SE3s and the
Sony [C800] once again. We placed all three mics on the
same side of the harp — the Sony on the centerline at
the bottom of the harp and the 460s or SE3s near the
adges above the player’s hands, in an approximate V'
shape, aimed slightly in toward the strings obviously with
adjustments for phase. It sounded great.”

VOCALS: THE BIG PICTURE

In an age of widely used samples and presets, vocals are
perhaps the signature of any producer. Mason and
Thomas are ardent fans of the Sony C800G through an
Avalon MS preamp, with a touch of compression and EQ
from the console or outboard Neve unit. After that, it's all
about the performance.

“You have to know the person you're working with,
know about their history, who they are, what their range
is," says Mason. “You have to get a sense of how far you
can push them. And they have to know they can trust
you. They can’t perform if they don't.”

But it's not all vibe; the Underdogs’ engineers discov-
ered a cool vocal trick to get a Jackson 5 sound. Using
the pitch-shifting capability of the Pro Tools system on
the song “Perfect World,” they recorded the male lead
vocal to a track pitched two steps down, pitched the

Fresh after the cut, Damon
Thomas and Harvey Mason,
Jr. kick it at UnderLabs

vocal back up and then flew it into the track at the origi-
nal pitch. “They couldn’t start principal shooting until the
songs were recorded, but as the production progressed
a character’'s mood might turn out to be considerably dif-
ferent than it was imagined at the time of the session,”
Mason explains. “So we would use pitch change to bring
the song into a key closer to what the scene called for.”

“"Then there’'s how things sit in the mix,” says
Thomas. “The vintage vocals tend to sit back in the mix a
little bit more than today.” Historical reality, though, col-
lides with technical necessity at points like this; the
movie is first and foremost a musical and thus needs the
lyrics to convey and support the narrative. Again, this is
not a challenge that's solved with a preset on a plug-in.
“The way to deal with that is, the director told us to mix
it as through we were mixing any other record, then to
go through it again listening to the lyrics and to pull the
vocal up if needed to get the story across,” Mason
explains.

While the Underdogs created stereo mixes that
would serve as both the soundtrack album and as refer-
ences for the film's own sound mix, they also delivered
“stem” mixes — major elements such as drums, guitars,
keyboards, and background vocals mixed to their own
stereo pairs. This is the standard configuration that film
music is delivered in for 5.1 surround layback to picture,
but is also the way music mixers will deliver “music-
minus” mixes for artists using backing tracks in live per-
formances. This allows the film’s music mixers to adjust
relative levels to fit the on-screen action.

“ Dreamgirls was a real challenge, but a dream project for
a producer,” says Mason. “You rarely get to cover so many
genres with so much great talent for one project.”
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Fiddling around at Temple Studios

by Jeff Touzeau

Just south of Edinburgh, Scotland (in what's affectionately
referred to as “The Old Country”), one’s ears need only fol-
low a few bagpipes before being led to Robin Morton engi-
neering and producing Scottish folk-oriented albums for his
Temple Records label. Best known for his work with the
Battlefield Band (a traditional Scottish ensembie that has
been touring internationally and making records since the
early '70s), Morton’s latest project has been producing the
four-piece ensemble’s latest offering The Road of Tears — a
powerful new release chock full of exquisite musicianship
that serves to tell emotionally-charged stories of forced
emigration, of families being unwillingly displaced all over
the world.

Recorded in a converted church that was originally built
in 1832 (and now houses Temple Studios facility, office,
and residence housing), The Road of Tears was brought to
life not at the hands of an overly technologically savvy
engineer {Morton humbly states that he is anything but a
gearhead) but rather is the result of an incredibly well-
rehearsed band recording in their element. Of course, with
all the years and production credits under Morton’s belt,
he's quite the apt pupil of the recording arts — having
learned through trial and error which ingredients are essen-
tial to making great bands a recorded reality. Still, he cred-
its the success of The Road of Tears sessions largely to the
experienced musicians behind the collective . . . and his
refusal to work with anything less. “| want my artists] to
come in the studio knowing what they're going to do,” he
says, without a hint of apology in his voice. “If they don't
know what they’re going to do, then they need to rehearse
it and rehearse it and rehearse it until they do know what
they are going to do."

ALL INTHE ROOM

Thankfully for Morton, he was working with the very best
from day one. From the first spin of The Road of Tears, it
becomes evident that each respective player (Sean
O’Donnell, vocals, guitar; Alasdair White, fiddle: Mike Katz,
highland pipes, small pipes, various whistles and bass;
Alan Reid, keyboards and vocals) is virtuosic in his perfor-
mance. But this naturally creates barriers in the studio,
Morton claims, stating one of the biggest challenges he
experiences in dealing with very accomplished musicians
is helping them recognize the importance of performing as
a single unit: “They need to get past that stage of listening
to themselves so they're listening to everybody else. That
is the nearest thing you can get to a live situation before
you can begin to sweeten anything up.”

This was especially important when working with the
Battlefield Band — a group known for their electrifying live
performances; performances of which Morton strives to
capture the essence in each recording. But though it has
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taken some time to figure out the proper environment,
both externally and internally, for the band to transfer their
live energy into a recorded product, Morton feels he has
achieved a nice physical balance by utilizing the Temple
Studio space to situate the players appropriately, thus max-
imizing results. “Just beyond the front door, we have a
room that is about 35 feet long by 15 feet wide, ceilings
about 14 feet high,” he says when asked to describe the
room he used to track the band. “The room has got a live
end and a dead end, and | tend to put the guitar and fiddle
on the live end. I'll situate the fiddle player, the guitarist,
and the keyboard player in kind of a triangle, and | have the
bagpipes out in a hallway, which is between the studio and
the control room.” This is done, Morton says, because
working in the hallway allows for proper isolation of the
bagpipes yet the proximity to the live room lets the mem-
bers maintain visual contact — a primary concern when
tracking a band live. “You couldn’t do it with everybody, but
I can certainly do it with Mike and Alistair. They know each
other so well, and of course they are hearing each other on
the foldback system. The hallway is really small and it gets
bloody loud in there, but it works”

PIPE DOWN

Having recorded folk music in his native country for over
three decades, Morton has learned a thing or two about
how to capture bagpipes and other instruments used in tra-
ditional Scottish compositions — and how to marry those
elements with more non-traditional components. “For the
Battlefield Band, I'm recording a fiddle, highland bagpipes,
small pipes, various whistles, accordion, acoustic guitar . . .
and electronic keyboards,” he relates. But in the case of
the Battlefield Band, these rather disparate instruments work
incredibly well in a traditional Scottish arrangement, lead-
ing to a mood-evoking and powerful experience that tran-
scends culture and national heritage. And while the nature
of the music may strike many listeners as a bit “foreign,”
and the instruments applied as “exotic,” Morton’s preferred
tools should strike any engineer as familiar. For instance,
when it comes to recording bagpipes, he uses the tradi-
tional, standby Shure SM57: “I mic it right on the chanter
with the 57, because it's kind of forgiving. For the drones,
as overheads, I'll often do a cross pair of [Beyerdynamic]
201s, maybe a foot above the drones. Everyone says that
bagpipes are so hard to record — but if you listen carefully
to them, they are very loud but very level”

Morton holds that it is very important to have the mic
on the chanter fairly close at all times, otherwise the result
is an unwanted bleed into the overheads, which reduces
his ability to control sounds individually at the mixing
stage. But when overdubbing he says there is flexibility in
proximity, and he sometimes moves back away from the



instrument to add an extra dimension: “If I'm doing the
drones alone as an overdub to lay against a chanter that's
already been recorded, I'll give them a couple of feet to get
a bit of air in there.”

STRINGS ‘NTHINGS

Another instrument that is featured prominently on The
Road of Tears, and in traditional Scottish music as a whole, is
the fiddle. As with many acoustic instruments being recorded
in a "live” scenario, Morton says the fiddle can prove to be
tricky to record unless you have just the right mic, with the
right response, on the right spot: | like the Audio-Technica
4033 mics to record fiddles. They have a nice edge to them,
with a bit of brightness at the top end. !'ll put the 4033 on
the fiddle mostly toward the bridge, toward the bass strings.
Once again, I'm right on it really, because you've got another
guy six feet away playing the guitar.”

Morton also uses the 4033 for tracking the acoustic gui-
tar, though he confesses to being the type to switch out
mics just for the sake of doing so — oftentimes substitut-
ing a Neumann U87 for the 4033. “Sean (O'Donnell] has a
light, very percussive guitar style so | like to get more bass
than he's giving me. Therefore !'ll tend to put the mic up
behind the sound hole, but close to the bridge and on the
bass end. I'll use a DI as well [for the electric-acoustic] and
blend the signals in the mix.”

Lastly, there is the small harp {or Scottish harp), which
Morton prefers to record with a distinctly non-classical
approach. “I’'m not keen on making this instrument sound
too ambient, and | rather like the finger noise,” he states,
informing us that he uses a pair of Neumann KM 184s in
an XY pattern, fairly close to the soundboard of the instru-
ment, coupled with a UB7 towards the bass strings — a
tactic he says gives the recording more presence and
makes it sound less clunky. “| want this instrument right
in your face, and to sound as it sounds to the musician
playing it.”

WIND DON'T BLOW
While most of the Battlefield Band's tracks contain either a
bagpipe or a whistle at the forefront, both of which go
along naturally with the tones achieved from the fiddle, gui-
tar and synths (which, of course, are recorded direct),
Morton says that the difficult-to-record whistle oftentimes
serves as the bane of his engineering existence. He elabo-
rates: “If it's a breathy sound, | tend to go back to the 57
because it’s, once again, very forgiving. Whistles sound so
different, even ones from the same company. Maybe there
will be overtones, buzzings, or other unwanted sounds
coming from the mouthpiece. The 57, as it’s a dynamic,
tends to keep this stuff out. So, again, | mic fairly close,
positioning the 57 towards the center of the sixth note.”
Border pipes — another wind instrument that can prove
to be difficult to track — also make occasional guest
appearances throughout The Road of Tears. Similar to the

Robin Morton studiously approaching the mix for the Battlefield Band's
The Road of Tears.

Irish-oriented Uillean pipes in that they are elbow blown,
Morton says tne Border pipes sound sweeter than their
larger cousin: “Border pipes are not as brash and harsh as
the bagpipes, and certainly not as loud, so | tend to use rib-
bons to capture their gentle sound.”

THE SIMPLE LIFE

Morton adheres to the “natural = best” rule when making
albums, going so far as to forego the use of VU meters or
other sound measurement apparatuses in favor of his ears,
which he says are his ultimate gauge. Preserving the
immediacy of the performance is of penultimate impor-
tance to Morton {which would explain why all of the voeals
on The Road of Tears, sung by keyboardist Alan Reid, were
cut live in the same room using just a Rode Classic 1l), and
this mindset is amply demonstrated in his overall gear
selection, which is, to say the least, largely utilitaran.

“|f you're not recording all the time, which I'm not, my
attitude is to keep it simple because otherwise yau have to
re-learn your setup every time,” he says. He records into a
Mackie HDR 24 through a TASCAM M#600 console, which
has served him well through the years: "It's a great old
budget desk that is very quiet. It's anly got 32 inputs and
16 out, but peopie generally like the sound of it
Furthermore, Morton employs as |.ttle processing as possi-
ble, though he does rely on an Aphex Compeller from time
to time. “lt is an intelligent compressor and it's wonde-ful;
you can actually 'evel things with it. It's especially good for
controlling peaks on a fiddle or whistle.”

It's an old adage, but it holds true: Despite all the gad-
gets and devices available in :his day and age, technology
is mostly just 8 means to an end, and an engineer needs to
listen first and foremost. And Morton cautions agamst
those who save the mag.c for the mix; “It is really about
the live performance — there needs to be some kind of
tension there. I've learned time and time again that things
get very flat without that tension.”

Jeff Touzeau is a regular contributor to EQ. His latest book,
Making Tracks: Unique Recording Studio Environments /s
available at www . studioenvironmants.com.
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unch In

TECH BENCH

Cable Construction for the
Terminally Lazy

by Craig Anderton Packages” are available too; for

example, there's an RCA single
| make a lot of my own cables: | cable kit with 12 plugs and 12 feet of
look at the price of manufactured cable, as well as a “pedalboard” kit
cables, realize how much I'd save with 10" of cable, 10 right angle
by buying the parts separately, plugs, and a mini cable cutter.
warm up the soldering iron, and Bearing in mind that these are
get to work. But afterward, given quality components (24K gold-plated
the amount of time it takes, | often plugs, 24 gauge wire with oxygen-
wonder if maybe | shouldn't have free, double-insulated braided copper
just bought the darn things . . . shield and metalized polyester foil
although | console myself with inner shield), a comparable Planet
knowing | got exactly what | want- Waves 20' 1/4' mono instrument
ed, at the exact right length. . B o . cable would run $55. Do it yourself,
Recently, though, | found out SE&:;T:LZ::;:‘I’::’;:Q ;:f";:‘i‘::/s;f':;:;' and with thinline plugs, you're look-
about an almost hassle-free alter- ing at around $37 Over 10 cables,
native for those who want to the price difference adds up.
make their own cables. While
more expensive than doing it
completely from scratch, you'll
still spend less than you would on
high-quality commercial cables;
and again, you get exactly what
you want (as long as it's phone or
phono jacks — there's currently
no XLR option).

MAKING THE CABLE

In addition to needing cable and con-
nectors, you'll also need a cable cut-
ter to cut the cable to the desired
length. To avoid distorting the cable’s
round shape, you can get either a
mini cable cutter (Figure 3) for $6 or
a combination cable cutter/cable

Fig. 2: The Cable Station cables have printed tester for $26. Bulk cable comes
MEET THE CABLE STATION markers every foot, making it easy to cut a with a mini cutter.
The Cable Station is a DiY.oriented  cable to the desired length. The process of making a cable is
product from Planet Waves really easy. You loosen the plug’s
(www.planetwaves.com). The setscrew (in Figure 1, note the

setscrew in the upper left corner),
then slide the cable into the plug
shaft as far as possible, until it
stops. Finally, you tighten the
setscrew until it won't tighter any
further . . . no solder required, and
you're done (Figure 4).

basic concept is they make cables
and connectors designed for cus-
tom cable construction. Connector
options include 1/4° plugs (stan-
dard or right angle types, with or
without a “Circuit Breaker” switch,
as well as standard thin profile
types), and RCA plugs. The Circuit
Breaker plugs (Figure 1) are partic-  Fig- 3: Slide the cable into the cable cutter, THETUGTEST
ularly useful;.pressing the ::"::e':?“ Ul l,l:;vh':?:ril:u::l‘; ’i:‘:::sm: | was surprised at how well the cF)n-
recessed switch shorts out the to cut yourself accidentally. nector stood up to repeated tugging.
plug, so you can plug or unplug . | really, really tried to pull the cable
without pops or other buzzes. : out of the connector, but couldn’t. |
Cable types (Figure 2) include can't imagine a situation where
instrument cable at a street price pulling on the cable would break the
of about $1 a foot, RCA cable at cable before it pulled out of whatever
about 70 cents a foot, and dual it was plugged into.
RCA cables (yes, you can make This is good stuff; I've never
those too) at about $1.30 a foot. found it so easy to make quality

Plug street prices range from $8 s cables, while saving money in the
for the thinline 1/4" types to $11 % e E process. If you're a DIYer at heart but
for the right-angle plug with Fig. 4: A right angle plug connected to the find that time is at a premium, this is
Circuit Breaker switch. cable. a great solution.
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Digidesign Studio

Reference Monitors

The Reference Monitor Series
(RMS), developed jointly with
PMC, include the RM1 (5.5" two-
way; $1,249) and the RM2 (6.7
two-way; $1,749). Both monitors
incorporate a 48-bit, fixed-point
DSP engine that manages tasks
including the monitors' complex
frequency crossover, speaker
positioning EQ settings, trim
level, and bass port emulation.
www.digidesign.com

ASK Video DAW

Keyboard Overlays

Editors Keys Keyboard Key
Sets (currently available for Pro
Tools, Cubase, Nuendo, Logic,
Reason and Sonar; $17.99) trans-
form a standard keyboard into an
audio editing keyboard. Each Key
applies easily to your standard
keyboard, and contains the pro-
gram shortcut icon, key letter,
and text reference
www.askvideo.com

WK Audio EDIT DAW
Controller

Designed for Steinberg’s
Nuendo Media Production
System, EDIT — derived from

the ID Controller — shares an

= 4 » Editors

almost identical layout and con-
struction but its individual func-
tion areas are optimized for edit-
ing and working with tracks,
rather than being a complete

mixing desk. www.wk-audio.de

Disc Makers Medley DVD/CD
Disc Publisher

The Medley DVD/CD publisher
($1,799) is an automated disc
printing and burning system that
connects to Windows PCs via
USB 2.0. Graphics software
allows creating full-color images
directly onto the disc face. The
Medley also integrates with
iTunes and Windows Media
Player to automate audio disc
ripping. www.dis¢cmakers.com

Berklee Launches Internet
Radio Station

The BIRN (Berklee Internet
Radio Network) is a credit-earn
ing course, complete with DJs,
producers, engineers, an